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INTRODUCTION
As a student in the master's program, I was introduced to several painting concepts which seemed both interesting and relevant to me and which I took as the framework and stimulus for the paintings done in the terminal project. These concepts can be stated briefly:
a work of art as a record of a process or experience, the idea of field painting, and the technique of layering.
Although these several aspects of painting are not identical, they are related: layering is an on-going process, which if done in a consistent way results in a continuous field. It seemed to me, therefore, that one could suitably combine these three concepts in a series of works. Many of the meanings of this commitment occurred to me only in the course of painting. I did not start with a "world view 11 and proceed to make paintings to fit. Rather ideas about painting and its relationship to reality have evolved as the processes unfolded. However, certain personal biases predisposed me strongly toward these ideas, even if all the implications were not apparent at the outset.
I have always felt myself to be a "northern" person by virtue of cultural heritage as well as geographic Since mid-century, field painting has taken many forms. Correspondences can be seen between the field concepts in the visual arts and other areas of knowledge, which view a phenomenon, not as an isolated event, but as an element in a larger context. As is well known, the physical sciences have a tradition of field theorists. Both
Faraday and Einstein viewed the world as one unified field, matter being but one aspect of the !field, and disparate forces, such as gravity and electricity, considered to be field configurations. 8
In the social sciences, Kurt Lewin and his followers suggested that the proper unit of study is not the in-6 dividual, but the individual in a "life-space, 11 and that behavior should be considered the result of field forces. 9
Even contemporary studies in perception focus on perceptual In many ways I found this method of painti~g very satisfying. By eliminati~g many of the variables normally involved in painti~g, those remaini~g seemed to take on greater authority. The coloristic restraint and uniformity of brush stroke qllowed the surface to emerge as the pre- Having undergone the experience of applying consistent layers of opaque paint resulting in a uniform field, I began to-consider expanding the possibilities.
It seemed to me that layering held the promise of combining a variety of experiences in a given painting.
without disturbing the uniform field. In other words, 1 0 instead of juxtaposing varied materials, as in a composed painting-or collage, I would try superimposing them in an effort to combine a certain richness and diversity of experience while maintaining the unity of the work.
The paintings subsequent to Early~ have been efforts to find ways of doing this. l 1
In Intersection (Fig. 2) I used a series of incomplete layers, each one extending only partially across Six Steps (Fig. 9) is an attempt to overcome tris limitation and represents the most recent solution to the problem of unity and variety. It shows six stages in the process of making a layered field painting. The painting has perceptible boundaries within it and must be considered a series of unified surfaces rather than a single field. The idea, in part, came from the perception that some paintings seem to gain meaning from being considered in relation to another or others (Fig. 10) . Although I began Six Steps alternating between gestural brush strokes and deliberate palette knife shapes, the palette knife 
